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Le Baiser de la Fee 
INTERMISSION 
Tidal Light 
La Mer 
De I'aube a midi sur la mer 
J eux de vagues 
Dialogue du vent et de la mer 
PROGRAM NOTES 
IGOR STRAVINSKY (1882-1971) 
La Baiser de la Fee (The Fairy's Kiss) 
Igor Stravinsky composed music for ballet theatre throughout his entire career, gar-
nering international recognition in his youth with his pathbreaking compositions -
Firebird, Rite of Spring and Petrouchka - written for Serge Diaghilev's Ballet Russes. Even 
after his musical vocabulary underwent a stylistic change towards neo-Classicism, 
and, later, serialism, Stravinsky continued to write prolifically for dance (Pulicinella, 
Apollon Musagete, Jeu de Carles) and remained loyally intertwined with the theatre, cul-
minating in the "existential metaphor for tension and anxiety," 
Towards the end of 1927, Ida Rubinstein (a former dancer in Diaghilev's Ballet Russes) 
wished to start a new ballet company, and approached Stravinsky to write the pre-
miere for her company as an "homage to Tchaikovsky." Stravinsky accepted, stating, 
that his "fondness for this composer, and still more the fact that November, the time 
fixed for the performance, would mark the thirty-fifth anniversary of his death, 
induced me to accept the offer." Tchaikovsky was the only other composer (besider 
himself) whose music Stravinsky regularly conducted throughout his career. The t 
poser and historian of 20th-century music Eric Salzman has noted the irony of 
Stravinsky deriving much of his neo-Classical aesthetic from allusions to particular 
nineteenth-century predecessors. How fitting that Stravinsky should choose an hom-
age to Tchaikovsky, who had successfully composed a prototype of neo-Classicism in 
his Serenade for Strings, Op. 48 (1882), which he described as his "homage to Mozart." 
Stravinsky chose Hans Christian Andersen's tale of "The Ice Maiden" as the basis for 
his narrative, because "it suggested an allegory with Tchaikovsky himself .. . the Muse 
having similarly branded Tchaikovsky with her fatal kiss, whose mysterious imprint 
manifests itself in every work of this great artist." Stravinsky's admiration for 
Tchaikovsky can be traced to circumstances of his childhood, partly from seeing pro-
ductions of the ballets in St. Petersburg, but also because his father, Fyodor Stravinsky, 
was a bass who had appeared in several Tchaikovsky operas. 
Stravinsky greatly simplified the fairy-tale, resulting in the following scenario: 
Scene 1: Prologue. During a storm, a mother is separated from her child, who is found 
and kissed by a Fairy, then taken away to be looked after by villagers. 
Scene 2: A village fate. Eighteen years later the Young Man is celebrating with his 
Fiancee. The Fairy, disguised as a gypsy, tells his fortune and promises him great hap-
piness. 
Scene 3: By the Mill. The Young Man dances with his Fiancee, but after she leaves to 
put on her bridal dress, the Fairy appears instead in bridal guise. 
Scene 4: Epilogue. The Fairy bestows her fatal kiss on the Young Man and encloses him 
forever in the Land of Eternal Dwelling. 
Stravinsky assimilated his Tchaikovskian borrowings into his own musical person 
ty, reshaping them and imposing his plurality of stylistic traits on this music. In tht: 
ballet, Stravinsky seamlessly fuses his sources with creative expansions, wondrously 
obscuring the certainty of where 'Tchaikovsky ends' and 'Stravinsky begins' for the 
listener. 
The four scenes begin with an introduction derived from Tchaikovsky's song, Lullaby 
in a Storm, Op. 54, No. 10. The two central scenes of the ballet contrast country dances 
with more formal ballet numbers, including a Pas de deux. 
When the Young Man succumbs to the Fairy the full orchestra envelops the listener in 
the familiar theme from Tchaikovsky's song, None but the Lonely Heart, Op. 6, No. 6. 
Stravinsky then weaves the melody from the Lullaby into the Epilogue, fabricating a 
chilling coda to this "allegory." 
RICHARD CORNELL (b. 1946) 
Tidal Light 
The second half of the program focuses on how two modernist composers, separated 
by nearly a century, musically translate their personal relationship to the sea. 
Richard Cornell has served on the faculty of the Boston School of Music since 1990 
and is currently Chairman of Composition and Theory. He has served as Composer-
in-Residence for the New England Philharmonic, and The Muir Quartet. Boston 
M· ·ca Viva, Alea III, Collage New Music, and Triple Helix have performed his cham-
1 usic, as have ensembles in Athens, St. Petersburg, Gdansk, and Scotland. The 
l\ie England Philharmonic premiered Tidal Light in May 2001. 
Citing his ongoing "connectedness to the sea," Cornell applied a visual metaphor of 
the changing light of shifting tides to this musical journey exploring transition. The 
piece travels lyrically from high sonic activity to low, reflecting a continuum of energy 
analogous to the change in the quality of light at a falling tide, a visual image and title 
Cornell applied only after completing the compositional process. Tidal Light begins in 
a swirl of high activity, an energized motive dancing between the strings and winds. 
A lleries of overlapping harmonies in the middle of the piece signals a "shift in this 
energy," and challenges the listener to differentiate between the ease of harmonic 
comprehension and the spectral components of sounds. At mid-point, harmony and 
sound reflect, suggest, and negate each other, daring us to quantify both music and 
lignt. These amorphous segments increasingly stretch toward the languor of dissipa-
tion which leads to the concluding stillness of the piece, intimating the quiet which 
enfolds us at that brief moment of the full low tide. 
CLAUDE DEBUSSY (1862-1918) 
La Mer 
The orchestral works of Claude Debussy continue to influence composers and fasci-
nate audiences. With La Mer, Debussy solidified his rejection of French traditionalism, 
leaving the mannerisms of Impressionistic detail (utilized so brilliantly in the sugges-
tive narrative of Prelude to the Afternoon of a Faun) to explore the evocative possibilities 
of motivic evolution over a long range. The fans of his "Impressionistic" opera, Pelleas 
and Melisande, were shocked; Debussy had radically altered his palette in this uninhib-
ited new work, denying the "suggestive" and instead, empowering raw emotion. 
With La Mer Debussy broke with the harmonic language of his predecessors (includ-
ing himself) by abandoning the notions of chord progression, tonal hierarchies and 
cadential function, yet avoiding the atonal territory soon to be explored by 
~· nberg. 
Debussy composed La Mer during a most turbulent period of his life. The dissolution 
of his marriage to Lily Texier and the beginning of his relationship with Emma Bardac 
created volatile fodder for sensationalist reporting in the Parisian newspapers. Highly 
sensitive to the frequent criticisms of his life and work, Debussy reacted by creating 
La Mer, a highly personal piece in which he fused the tensions of his private life with 
his long-term love of the sea. 
In contrast to the suggestive imagery of his titles, Debussy publicly renounced pro-
grammatic music, promoting instead the concept that music evoked emotions repre-
sentative of events. Analytical program notes were anathema to him. At one point he 
claimed that these proved most useful when folded up and placed in the pocket of the 
listener! Despite Debussy's proclamations, Charles Malherbe, who wrote the program 
notes for the second run of performances in 1908, said, "in this great spectacle of the 
sea, by turn caressing and furious, the symbol of life, in this splendour of waves that 
surge and of winds that roar, the composer has endeavoured to take down the voice 
of the ocean." He continued, naming the theme intoned by the wind instruments 
towards the end of De l'aube a midi sur la mer, the chorale of the depths. 
In matters of form, Debussy was uncomfortable with the academic fundamentals of 
symphonic architecture, but neither did he embrace the Lisztian symphonic poem' 
the best model for large orchestral works. Instead, his choice of sectionalizing the 
piece as three "symphonic sketches" reflects a middle ground that occasionally bor-
rows from both formal genres. The slow introduction leading to the faster section and 
the superficial tonal scheme of De l'aube a midi sur la mer evokes 19th-century sym-
phonic form. However, rather than developing existing material, Debussy presents 
new arguments, thus extending the principle of 'continual exposition' through to the 
very last moment of the sketch. 
Jeux de vagues recalls a scherzo in character and title, but otherwise defies schematic 
classification. It is perhaps best heard as a coherent flow of short moments merging 
from one into the next. In the opening of the movement, Debussy travels from tense 
dissonance that is, in turn, superseded by a succession of major triads. 
Dialogue du vent et la mer nods to the lyricism of the Russian school (notably that of 
Tchaikovsky and Mussorgsky) and intimates a traditional.finale rondo form. However, 
Debussy's cyclical implementation of the chorale clearly borrows from the Lisztian 
genre of symphonic poem. Debussy proceeds through. the various sections of the 
sketch by manipulating the two opposing musical forces of the "dialogue": the chaot-
ic rhythmically-oriented idea and the lyrical melody. This sketch culminates in a sus-
penseful battle between "wind and water." 
Harmonic, rhythmic and motivic elements interwoven across the three movements 
bind these three sketches as an aural manifestation of the richness of the sea. Debussy 
explained his need to write "water music" as follows: "the sound of the sea, the out-
line of a horizon, the wind in the leaves, the cry of a bird - these set off complex 
impressions in us. And suddenly, without the consent of anyone on this earth, one of 
these memories bursts forth, expressing itself in the language of music. It carries its 
own harmony within itself." · 
-Notes by Karen Ruym 
-l 
DAVID HOOSE conductor 
David Hoose is Professor of Music and Director of Orchestral Activities at the Boston 
University School of Music. He is also Music Director of The Cantata Singers & Ensemble 
and of Collage New Music, and was Music Director of the Tallahassee Symphony Orchestra 
from 1994 to 2005. For many summers he has appeared as conductor of the Young Artists' 
Orchestra at the Boston University Tanglewood Institute. 
Mr. Hoose was the 2005 recipient of the Alice M. Ditson Conductors Award, given in recog-
nition of his commitment to the performance of American Music; he also received the 
Dmitri Mitropolous Award and, as a member of the Emmanuel Wind Quintet, the Walter 
W. Naumburg Award for Chamber Music. Mr. Hoose's recordings appear on the New 
World, Koch, Nonesuch, Delos, CRI and GunMar labels. His recordings of John Harbison's 
Mottetti di Montale, with Collage, and Harbison's Four Psalms and Emerson, with Cantata 
Singers, have been recently released by New World Records. Recordings of Peter Child's 
chamber opera Embers, and the complete chamber works of Donald Sur are forthcoming. 
Mr .. Hoose has conducted the Chicago Philharmonic, Singapore Symphony, Saint Louis 
phony, Utah Symphony, Korean Broadcasting Symphony (KBS), Orchestra Regionale 
ana (Florence), Quad Cities Symphony Orchestra, Ann Arbor Symphony, Opera 
Festival of New Jersey, and at the Warebrook, Monadnock and Tanglewood music festivals. 
In Boston, he has appeared as guest conductor with the Boston Symphony Chamber 
Players, Handel & Haydn Society, Back Bay Chorale, Chorus pro Musica, Fromm Chamber 
Players, Dinosaur Annex, Auros, and many times with the Pro Arte Chamber Orchestra 
and with Emmanuel Music. He has also been guest conductor of the orchestras at the New 
England Conservatory, Eastman School, Shepherd School of Rice University, and University 
of Southern California. 
' Mr. Hoose studied composition and horn at the Oberlin Conservatory and composition at 
Brandeis University. His teachers in composition included Walter Aschaffenburg, Richard 
Hoffmann (student and amanuensis of Arnold Schoenberg), Harold Shapero and Arthur 
Berger; his horn studies were with Joseph Singer (principal horn, New York Philharmonic), 
Richard Mackey (Boston Symphony Orchestra) and Barry Tuckwell. His formal study of 
conducting was at the Tanglewood Music Center, where he studied with Gustav Meier and 
worked with Gunther Schuller, Seiji Ozawa and Leonard Bernstein. 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
DAVID HOOSE conductor 
Violin I 
Angel Valchinov, principal 
Shu-I Hsiung 
Tingchi Huang 
Jeanie Lee 
Maia Travers 
Irene Test 
Johanna Reiss 
Caitlin Crabtree 
Miguel Perez-Espejo 
Jay Youmans 
Amanda Burr 
Ashton Bush 
Malory Blake 
Julija Okrusko 
Charles Nguyen 
Wonjung Choi 
Olga Factorovich 
Lijiong Liao 
Violin II 
Yu Jin Choi, principal 
Zoya Tsvetkova 
Yevgeny Kutik 
David Glover 
Theresa Prokes 
Esther Nahm 
Michael Jacobs 
Mark Froehlich 
Emily Rist 
Ike Yato 
Klaudia Szlachta 
Maho Sakai 
James Harris 
Alexandra Lutkevich 
Matthew Tobin 
Martha Bruce 
Bethany Morris 
Viola 
Gregory Campbell, principal 
Laura Kuechenmeister 
Joo-Yeon Lee 
Joy Grimes 
Merrick Nelson 
Rebecca Schauer 
Daniel Dona 
Willine Thoe 
Michelle Brune 
John Holguin 
Gregory Williams 
Clark Spencer 
Jorga Bagnera 
Peter Cama-Lekx 
Emily Rideout 
Cello 
Jacqueline Ludwig, principal 
Nicholas Hardie 
Kristin Antolik 
Isabel Fairbanks 
Nailah Conner 
Edward Vigneau 
Joseph Zang 
Emily May 
Hanna Matthews 
Hyunseung Lee 
Isaiah Gage 
Janel Zarkowsky 
Philip Boulanger 
Szu-Ying Hong 
Nicole Cariglia 
Hanui Kim 
Lauren Sparrow 
Katie Weissman 
Brandon Brooks 
Kelly Stuart 
Bass 
Tony Perry, principal 
Tristan Sutton 
Nick Tatarka 
Adam Anello 
Ilana White 
Andrew Stalker 
Thomas van Dyck 
Flute 
Stephanie Enzmann 
Katherine Gritz 
Zachary Jay 
Hom 
Elizabeth Axtell 
Jonathan Craft 
Audrey Destito 
Angela DiBartolomeo 
Eric Finley 
Juan Juarez 
David Gamble' 
Erin Huang 
Jenny Lackey# 
Victoria Pozzato* 
Yuying Wen 
Trumpet 
Peter Ajemian 
John Bartnicki 
Karin Bliznik# 
Gregory Lloyd 
Mark Mashburn 
Kevin Maloney* 
Kyra Sovronsky' 
Comet 
Mark Mashburn 
Geoffrey Shamu 
Trombone 
Michael Frantz 
Adam McColley# 
Andres Leon* 
Brandon Sciarra' 
Jason Stein 
Tuba 
Dan Bryce' 
Zachary de Vries#* Jessica Lizak' 
Nicole Millner# 
Caitlyn Perry* . .-' Harp 
Oboe 
Amaris Carlson# 
Jennifer Feldman 
Benjamin Fox* 
Andrea Heyboer 
Meghan Hynson 
Kari Kistler' 
Kimberly Lorch 
Clarinet 
Peter Bianca# 
Mei-Mi Lan' 
Gabe Merton* 
Briana Murray 
Giacomo Smith 
Bassoon 
Sarah Cryan' 
Sigridur Kristjansdottir*# 
Sooji Kim 
Chaerin Kim' 
Michael Maganuco* 
Ina Zdorovetchi# 
Timpani 
Aziz Barnard Luce* 
Michael Israelievitch# 
Robert Marino' 
Percussion 
Aziz Barnard Luce 
Todd Quinlan 
Mark Wheeler 
Karl Williams 
'-principal in Stravinsky 
*-principal in Cornell 
#-principal in Debussy 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Friday, March 3, noon Muir String Quartet 
In residence at Boston University 
TURINA L'Oration del Torero 
SCHUBERT Quartet in A minor 
CFA Concert Hall 
Monday, March 13, Spm ALEA III 
GUNTHER SCHULLER conductor 
KONSTANTINO PAPADAKIS piano 
A Young Composers' Workshop 
New works by talented young composers specially written for ALEA III. 
Tuesday, March 14, Spm 
Works by Missy Mazzoli (USA), Davide Ianni (Italy), 
. Brett Keiiper Abigaiia (USA), Manos Panayiotakis (Greece), 
Ozkan Manav (Turkey), Green (USA), 
Sarah Macarah (USA), Liza White (USA) 
Tsai Performance Center 
Free admission 
Musicology Lecture Series 
VICTOR COELHO 
CFA Concert Hall 
Wednesday, March 15, Spm Faculty Recital Series 
KETTY NEZ piano 
DEBUSSY Sonata for violin and piano (1916-17) 
NEZ wrestless (2005) 
LIPTAK Sonata for violin and piano (2004) 
CORNELL Lament for John (2003) 
GOMPPER Star of the Country Down (2005) 
BARTOK Sonata for violin and piano No. 2, Sz 76 (1922) 
. Tsai Performance Center 
Thursday, March 16, Spm Faculty Recital Series 
ANTHONY DI BONAVENTURA piano 
BEETHOVEN 12 Variations on a Theme of Wranitzky 
RACHMANINOV Variations on a Theme of Corelli, Op.42 
RAVEL Miroirs (1905) 
Tsai Performance Center 
Tuesday, March 21, Spm Faculty Recital Series 
PETER ZAZOFSKY violin 
Complete Bach Sonatas and Partitas 
Tsai Performance Center 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
CONTRIBUTORS TO THE COLLEGE OF FINE ARTS MUSIC PROGRAMS 
$50,000 and above 
Surdna Foundation, Inc. 
$25,000 to $49,999 
Margaret S. Lindsay Foundation 
National Endowment for the Arts 
$10,000 to $24,999 
The Clowes Fund, Inc 
Jeff and Ann Gelfon 
Ann and Gordon Getty Foundation 
Ms. Virginia E. Withey 
$5,000 to $9,999 
Mr. and Mrs. Saul B. Cohen 
Professor Ralph L. Gomberg 
Mr. John M. Kasson 
Dr. Irene Gesiak Kelley 
Margaret S. Lindsay Foundation 
The Ushers & Programmers Fund 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Ms. Sandra L. Brown 
Mr. and Mrs. Richard Grausman 
Mrs. Marian H . Kent 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
Ms. Linda Cabot Black 
The Blount Foundation, Inc. 
Ms. Dorothy D. Cameron 
Ors. John A. and Harriet S. Carey 
Richard D. Carmel Charitable Remainder Trust 
Clovelly Charitable Trust 
Mr. Frank A. D'Accone 
Dr. Edna L. Davis 
Mr. William E. Earle 
Mr. and Mrs. Darrell R. Griffin 
Join the Friends of Music 
Mr. Blake W. Hinson 
Ms. Phyllis Elhady Hoffman 
Mr. John E. Loveless 
Mrs. Doris Mae Rakowski 
Mrs. Amy Abrich Shemin 
Mr. Charles A. Stakely 
Mr. Michael Thomas Wasserman 
Avedis Zildjian Company 
Ms. Craigie A. Zildjian 
$500 to $999 
Ms. Deborah K. Delano 
Mrs. Ann B. Dickson 
David Feigenbaum 
Dr. Michelle Goodwyn,LLC 
Colonel Capers A. Holmes, USAF(Ret.) 
Dr. Jimmie L. Jackson 
Ors. Larry G. and Ann Howard Jones 
Ms. Maureen Meister 
Mrs. Helen Salem Philbrook 
Ms. Helen J. Steineker 
Mrs. Ellen Katz Willner 
$250 to $499 
Dr. Apostolos A. Aliapoulios 
Mrs. Yvette S. Attaya 
Ms. Margaret R. Bennett 
Mr. Fred A. Bronstein 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mrs. Margaret May Darnen 
Mr. and Mrs. Stephen B. Esko 
Mrs. Carolyn B. Fowles 
Mr. and Mrs. Gene Guberman 
Mrs. Lynne M. Harding 
Ms. Julia A. Hennig 
Mrs. Jeanneije F. McLellan 
Mr. Bernard G. Schwartz 
Mr. Ira Taxin 
Mr. John Alan Wickey 
/ 
Contributors to the Music Programs belong to a select group of people who believe in the importance of 
supporting young musicians tTirough their educational activities, events, programs, and performances. 
We invite you to lend your support by joining the Friends of Music at the College of Fine Arts. For infor-
mation, please contact Chris Santos, Director of Development and Alumni Relations, Boston University 
College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215, or call (617) 353-2048. 
This list represents donors who have generously supported our programs for the past twelve months, as 
January 9, 2006. Due to program deadlines, some donor names may be absent from this list. We thank 
you for your understanding. · 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS 
Steven Ansell viola' 
Edwin Barker double bass• 
Cathy Basrak, viola 
Bonnie Black pedagogy 
Lynn Chang violin 
Jules Eskin cello 
Edward Gazouleas viola 
Raphael Hillyer viola 
Bay la Keyes violin• 
Michelle Lacourse viola' 
Lucia Lin violin' 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin' 
Ikuko Mizuno violin 
John Muratore, guitar 
Renee Krimsier flute 
Lynn Larsen horn 
Don Lucas trombone• 
Richard Mackey horn 
Thomas Martin clarinet 
Richard Menaul horn 
Michael Monaghan 
saxophone 
Craig Nordstrom clarinet 
Elizabeth Ostlingflute 
Richard Ranti bassoon 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero bassoon 
Eric Ruske horn• 
Robert Sheena English horn 
Ethan Sloane clarinet• 
George Neikrug cello++ James Sommerville horn 
James Orleans double bass Linda Toole flute 
Leslie Parnas cello 
Hobson Pilot harp PIANO 
ra Poeschl-Edrich harp Jonathan Bass 
!Vi ael Reynolds cello' Anthony di Bonaventura• 
Rhonda Rider cello Maria Clodes-Jaguaribe• 
Todd Seeber double bass Linda Jiorle-N agy 
David Soyer cello Randall Hodgkinson 
Roman Totenberg violin++ Michael Lewin 
Michael Zaretsky viola Victor Rosenbaum 
Peter Zazofsky violin' 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Marilyn McDonald 
Baroque violin 
Emlyn Ngai Baroque violin 
Martin Pearlman* 
Marc Schachman 
Baroque oboe 
Jane Starkman 
Baroque violin, viola 
Daniel Stepner 
Baroque violin 
Peter Sykes harpsichord 
MUSICOLOGY 
Victor Coelho* 
Zbigniew Granat 
Brita Heimarck' 
Thomas Peattie* 
Joshua Rifkin 
Evan Scooler 
Andrew Shenton• 
Joel Sheveloff' 
Warren Levenson 
William McManus• 
James Merenda 
Sandra Nicolucd* 
Anthony Palmer 
Evan Sanders 
Steven Scott 
CONDUCTING 
David Hoose• 
Ann Howard Jones• 
David Martins 
Craig Smith 
OPERA INSTITUTE 
Ramelle Adams 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels* 
Ted Hewlett 
Meron Langsner 
Ruth Benson Levin 
William Lumpkin* 
Betsy Polatin 
Christien Polos 
Jeffrey Stevens 
Allison Voth* 
COLLABORATIVE PIANO Arthur Stokes 
STAFF PIANISTS 
Michelle Alexander 
Eve Budnick WOODWINDS, BRASS, Shiela Kibbe' 
and PERCUSSION Robert Merfeld 
Laura Ahlbeck oboe 
Ronald Barron trombone ORGAN 
Daniel Bauch percussion 
Mark Cantrell trombone 
Peter Chapman trumpet 
Nancy Graner! 
Peter Sykes 
Geralyn Coticone flute VOICE 
Dorio! Dwyer flute Michelle Alexander 
Terry Everson trumpet• Sarah Arneson• 
John Ferrillo oboe Penelope Bitzas• 
Richard Flanagan percussion Kendra Colton 
Joseph Foley trumpet Sharon Daniels* 
Timothy Genis percussion James Demler' 
Ian Greitzer clarinet Simon Estes• 
Ronald Haroutounian Jodi Goble 
bassoon Phyllis Hoffman• 
Scott Hartman trombone Frank Kelley 
John Heiss flute Susan Ormont 
Gregg Henegar bassoon Maria Spacagna 
Daniel Katzen horn 
Carrie Koffman saxophone 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interi111 
Andre de Quadros, Director, School of Music 
I' osa, Director, School of Theatre 
l impson, Director, School of Visual Arts 
Patncia Mitro, Assistant Dean, Enrollment Services 
Ellen Carr, Executive Director for External Relations 
Mary P. Squiers, Executive Operations Officer+ 
Zoe Krohne, Director of Ad111issions and Student Affairs+ 
:Vambah Sillah, Executive Assistant+ 
Chris Santos, Director of Develop111ent and Alu111ni Relations 
-+-indicates employee of the School of Music 
Jeremy Yudkin' 
THEORY and 
COMPOSITION 
Martin Amlin' 
Theodore Antoniou• 
Richard Cornell* 
Lukas Foss• 
Samuel Headrick* 
David Kopp• 
Ketty Nez• 
Elena Roussanova Lucas 
Ludmilla Leibman• 
John Wallace 
Gerald Weale* 
Steven Weigl* 
MUSIC EDUCATION 
Sidi Camara 
Bernadette Colley 
Andre de Quadros• 
Joy Douglass 
Jodi Goble 
Phillip Oliver 
David Richardson 
Michael Sponseller 
Lorena Tecu 
•Denotes full-time 
faculty 
Department Chairmen 
represented in bold 
++Emeritus 
SCHOOL OF MUSIC 
PRODUCTION DEPARTMENT 
Brent Wilson, Manager of Production and Performance 
Tuaha Khan, Stage Manager · 
Martin Snow, Keyboard Technician and Restoration 
Roberto Toledo, Head Recording Engineer 
Chris Wilson, Recording Engineer 
Sandra Parker, Scheduling and Programs Coordinator 
Kris Sessa, Librarian 
855 Commonwealth Avenue, Boston, MA 02215 
617.353.3350, www.bu.edu/da 
